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One of the most profound ideas in Martin Heidegger's Being and Time is the implicit link that he forges there between our relationship to time and our relationship to ideology. We tend to think of ideology as a set of presuppositions that forestalls the subject's doubts and questions concerning the structure of the social order and concerning the subject's own identity within that order. But this understanding does not go nearly far enough. As Heidegger makes clear, ideology (what he calls the They) extends beyond justifying a certain spatial arrangement of society and the subject; it also allows the subject to evade the strictures of temporality itself.
The subject is its temporality, but ideology, with its 'vulgar interpretation of time,' produces a world in which time becomes a force external to the subject. 1 As he describes it, 'What is characteristic of the "time" accessible to the vulgar understanding consists, among other things, precisely in the fact that it is a pure succession of nows, without beginning and without end, in which the ecstatic character of primordial temporality is levelled down' (Heidegger 1996, 302) . Through ideology's transformative power, time ceases to be constitutive and irreducible-the fundamental horizon that defines our being-and becomes a series of infinite frozen moments through which we pass.
Though Heidegger doesn't explore the political implications of this ideological victory-his concern is the individual's loss of an authentic being-towards-death, not politics-we can nonetheless clearly make out the ramifications of his critique on the terrain of politics: ideology blurs our primordial temporality not just in order to make existence the film has the effect of retroactively erasing this starkly politicised conflict. But this gesture is not unique to these films: romance-the creation of the complementary couple-is the primary ideological weapon of Hollywood cinema, and its function is almost always that of depoliticising the spectator.
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The radicality of The Constant Gardener begins (but does not end) with its reversal of the paradigmatic role of romance in the cinema. The film enacts a politicisation of both Justin and the spectator through Justin's romantic concerns with Tessa. Justin begins the investigation into Tessa's death that transforms him into a politicised subject for romantic rather than political reasons. The idea that she has been having an affair with her colleague
Arnold Bluhm (Hubert Koundé) disturbs and motivates Justin. The hints concerning this affair begin with the film's first scene and continue until the point at which Justin becomes a politicised subject.
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The film opens with dialogue between Justin and Tessa that has no accompanying visual image. We hear the first part of their conversation while seeing the film's credits begin to appear on a black screen. The initial blackness and subsequent backlit dimness of the exchange that we see between Justin and Tessa offer the film's first suggestion of the nebulous status of their relationship, at least in Justin's mind. As the scene plays out, it confirms the impression that the lighting gives. When Tessa and Arnold walk to their plane, we see Arnold take Tessa's bag for her. This gesture hints at a bond between Arnold and Tessa that might supersede the bond between Justin and Tessa. As they approach the plane, the image of 2 For more on the ideological role that romance plays in Hollywood cinema, see Bellour (2000) and Neroni (2005) . 3 After Tessa's death, Justin learns the truth of her fidelity in two waves. In a conversation with Tessa's friend Ghita Pearson (Archie Panjabi), he discovers that Arnold was gay and thus not Tessa's lover. Later, while searching Tessa's computer files with her cousin and lawyer Arthur 'Ham' Hammond (Richard McCabe) and his son Guido (Rupert Simonian), he finally uncovers the groundlessness of all his suspicions.
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The timing of the film's opening anchors its central problem in Justin's romantic feelings for Tessa rather than the political circumstances of her death. Rather than just beginning with her death, Meirelles opens the film with her departure for a trip to Loki, Kenya.
This brief scene-the last time that Justin sees Tessa alive-shows Tessa getting on a plane with another man and illustrates her independence from Justin. As she departs, she tells him, 'Oh, sweetheart, don't bother to see us off. It could be ages.' Even if the film does not suggest at this point (as it will later) that she and Arnold are having an affair, it does point toward Justin's marginal status in her world. His investigation into her death (which leads to his politicisation) begins from the sense of his own marginality and his desire to learn the truth of Tessa's desire. By initially grounding the origin of Justin's political commitment in his sexual jealousy, the film not only reverses the usual cinematic role that romance plays relative to politics, but it also reveals the pathological stain at the source of all politicisation. One first becomes a politicised subject not out of some neutral concern for larger political questions or some universal desire to eliminate injustice but because of singular desire that bears only on one's own subjectivity.
The film furthers the spectator's suspicions about Tessa in the first scene after her arrival in Africa with Justin (which occurs, in the nonlinear narrative structure of the film, after we see Tessa's death and Justin's identification of her body). While watching the local outdoor theater, she is visibly pregnant and interacting with Arnold rather than Justin. They walk through a village in a series of traveling shots with festive music playing in the background.
Arnold expresses concern about Tessa's pregnancy and then tells her, 'If you were my wife, private development in an exotic milieu but a development out of the personal into the political. As the film reveals itself as a drama of political awakening within the form of a romance, it becomes an implicit critique of films that exoticise Africa.
The turn from a romance story to a political one involves a change in temporality, which is why The Constant Gardener must have the narrative structure that it does. The kind of political commitment that Tessa evinces stems from an authentic relationship to time. In both life and death, Tessa pulls Justin and the spectator out of an everyday or ideological relationship to time and into a temporality of the real, a temporality immersed in the continual return of the real rather than the narrative of symbolic progress. This temporality, unlike everyday time, is rooted in what does not advance or go forward, in what blocks our progress. It is time without a future or a past. Submission to this authentic temporality 5 The retroactive transformation of an apparent romantic signification into a political one also occurs when Justin overhears Tessa complain to Arnold, 'It's almost as if it's a marriage of convenience, and all it's going to produce is dead offspring.' Hearing this just after their death of their baby, Justin assumes-as does the spectator-that she is referring to their relationship. But after her death, a conversation with Ham reveals to Justin that Tessa used the phrase 'marriage of convenience' to refer to the relationship between two companies, KDH (which makes the Tuberculosis drug Dypraxa) and Three Bees (which tests it).
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October 2007 McGowan, Todd (2007) The authentic temporality of the real with which Tessa infects Justin stems from the specifically feminine subjectivity that she takes up. This mode of subjectivity also informs her political engagement. Feminine subjectivity is inherently political because it is attuned to the incomplete nature of the signifying structure. It emerges out of the real blockage on which every symbolic order runs aground. Unlike man who is defined through an exceptional signifier (the phallus) that creates a closed set of men, woman has no signifier of exception, which means that the set of women is a set without a limit, an infinite set, what Lacan calls notwhole or not-all. 8 Ideology works on the basis of a masculine logic of exception because it must create the illusion of a whole-a whole society and whole identities-in order to provide a sense of social stability.
The difference between a masculine logic of the whole constituted through the exception and the feminine logic of the not-all becomes visible in the film when Tessa leaves the hospital after losing her baby. As Justin drives her home, they pass Wanza Kiluhu (Jacqueline Maribe) and Kioko Kiluhu (Donald Apiyo), the mother of the boy Tessa nursed and her younger brother, with the newborn. Knowing that they must walk forty kilometers to their 6 In No Future (2004) , Lee Edelman equates politics with the reign of the symbolic and the avoidance of the real. When we politicise ourselves, according to Edelman, we opt for symbolic possibilities-we invest ourselves in the hope for a distinctly symbolic future-rather than acceding to the constitutive negativity on which they inevitably run aground. He says, 'we might rather, figuratively, cast our vote for 'none of the above,' for the primacy of a constant no in response to the law of the symbolic, which would echo that law's foundational act, its self-constituting negation. The structuring optimism of politics to which the order of meaning commits us, installing as it does the perpetual hope of reaching meaning through signification, is always, I would argue, a negation of this primal, constitutive, and negative act' (5). While one might agree entirely with Edelman's claim here as an indictment of politics as it is typically practiced, it misses the existence of a politics of the impossible, a politics of the real oriented around the act for which the symbolic cannot account. Such an act involves the repetition of the 'self-constituting negation' that founds the symbolic and has a political status precisely because it goes beyond all symbolic accounting.
(I am indebted to Valerie Rohy to pointing out this contrast to me.) 7 In 'On the Concept of History, ' Walter Benjamin (2003) distinguishes between a real state of emergency and a 'state of emergency'-a declaration made by symbolic authorities in order to contain the possible eruption of the real state of emergency. The real state of emergency, for Benjamin, disallows the possibility of measuring history in terms of progress. 8 Kenneth Reinhard explains the difference between masculine and feminine subjectivity in this way: 'Unlike the case of men, for whom there is a unified category, 'all men,' that they are identified as being members of, women are radically singular, not examples of a class or members of a closed set, but each one an exception' (2005, 58) . By treating each case as an exception, the logic of the not-all forces the subject to treat each case as urgent. Looking at the big picture, the masculine logic of the whole can afford to be patient and to wait for gradual progress. But when everyone waits, progress never comes. A focus on changing the whole world ensures that the whole world will remain the same. The logic of the not-all, the logic that treats every case as exceptional and works without regard for the whole, is the logic of political change and authentic temporality. 9 The point isn't that Tessa sees the 'real human beings' where Justin sees only abstractions but that she operates according to the temporality of the real in Lacan's sense of the term. Though Justin 9 Despite what one might imagine, the logic of the not-all, while rejecting the possibility of the whole, is correlative to universalising. Universalising permits the singular-the series of exceptions that constitute the not-all-to emerge. In order to arrive at universality (in contrast to generality, which does follow a masculine logic of the whole), one must introduce what doesn't fit-the absolutely singular. For more on the distinction between universality and generality, see Karatani (2003) . Tessa's logic and locates himself in the feminine position. Occupying the point of ideology's own necessary incompletion, feminine subjectivity-a subjectivity founded in the logic of the not-all-presents a challenge to ideology's functioning. Though Tessa does not strictly obey the symbolic categories that govern interaction, she does not operate outside them. She raises her hand to ask a question at Justin's lecture, and she addresses him politely when she asserts her desire to go to Africa with him. But her relationship to the symbolic set of rules that govern our behavior is much more fraught than Justin's or than that of most subjects. Because Tessa exists in an authentic temporality of the real, she remains focused on what the symbolic rules exclude, and she uses the symbolic structure to point to these exclusions, to what can't be said. Symbolic restrictions exist for her as the necessary obstacles that she navigates in order to touch the real, not as ends in themselves, as they are for Justin.
the visible field minus the gaze (the two world travelers in the painting and their many belongings), or one can see the gaze (the skull at their feet that becomes only visible as a skull when one looks at it from the top and left). Because the gaze requires us to look at an extreme angle, we lose sight of the rest of the visual field. Likewise, politicised subjectivity requires that we regard the ideological field as nothing. Tessa's alienation from symbolic identity manifests itself in the activity she engages in throughout the film. Though she insists to Justin that he leave her absolutely free to pursue her 'work,' at no point does the film associate her with an occupation or other symbolic identity. Whereas her colleague Arnold is identified as a medical doctor, we never learn anything about Tessa's college education or professional status. She is dedicated to her workand she does file a report with Sandy and the British Commission on drug testing in Kenyabut she has no official position (that we know of) from which she does this work. The film omits this information not simply because it is unnecessary for the story but because the omission itself signifies. It highlights Tessa's refusal to submit to symbolic restrictions, even those that inhere in identity itself. This refusal contrasts with Justin's willing submission to these restrictions, a submission that his gardening serves to render palatable.
Justin's gardening functions as his mode of avoiding political engagement and adjusting himself to symbolic restrictions. It is a private activity that provides an outlet for the desire that might otherwise manifest itself publicly as a political act. This is why, after Tessa's death, public officials such as Sandy and Sir Bernard encourage Justin to find refuge in his garden. To do so would be a way of avoiding the political act of inquiring into Tessa's death. To be a constant gardener, in the sense that the film proposes, is to align oneself with the symbolic law and its restrictions. Gardening allows the subject private pleasure as a compensation adhering to these restrictions. The gardener works to sustain life, just as Justin works to prop up the British regime. He protects both his plants and the British power structure from possible disruptions.
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Gardening, as the film presents it, requires patient tending to the needs of one's plants. As a gardener, Justin works for a future toward which his plants slowly progress. He doesn't experience the irruption of the real that would highlight the necessity of acting. He doesn't experience a state of emergency. Every moment for him as a gardener is part of a symbolic web pointing toward the future. Justin's gardening is thus opposed to the authentic 12 Despite the film's generally negative characterisation of gardening, there is another side to the treatment of Justin's hobby. It is Justin's constant gardening that renders him amenable to the transition that Tessa effects on him. The care and constancy that gardening demands separates Justin from other figures in the film like Sandy and Sir Bernard, who are hopelessly removed from any possible politicisation. Despite Sandy's attraction to Tessa, he is not at all taken in by her political drive but just wants her silenced. To be a 'constant gardener' like Justin is to succumb to an ideological relation to time, but it is also to be on the verge of breaking from it. temporality that Tessa introduces. This temporality foregrounds the trauma that the logic of feminine subjectivity poses to the symbolic structure, and Meirelles attempts to submit the spectator to this temporality through the narrative form of the film.
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Like other contemporary films that break from a linear narrative form, the narrative of
The Constant Gardener is constructed around a central traumatic event that the film continually encircles without ever straightforwardly depicting. 14 The trauma of Tessa's murder functions as the absent cause that triggers all the filmic signification but which that signification fails to represent. Not only do we not see the murder itself, but the film also denies us the image of her murdered body. When Justin goes to the morgue with Sandy to identify the body, Meirelles restricts the perspective to a reaction shot of Justin and Sandy as the body is exposed. The murder has the status of a real event within the terms of the film: it clearly happens, and yet the film's symbolic structure can only indirectly refer to it. Within any symbolic system, the real is what cannot be signified. According to Lacan, 'the real is the impossible. Not on account of a simple stumbling block against which we bang our heads, but because of the logical stumbling block of what announces itself as impossible in the symbolic.
It is from there that the real arises ' (1991, 143, my translation) . The real is a symbolic stumbling block that both retroactively gives rise to the act of symbolization and functions as a barrier to the symbolic structure achieving completion. It is simultaneously what the symbolic is trying to symbolize and its failure to symbolize adequately.
Meirelles centres the narrative of The Constant Gardener around the traumatic real in order to indicate Justin's immersion in the drive and to force the spectator into this position as well. Most films-especially most films depicting a romance-employ a narrative that follows the path of desire. Desire moves forward in a metonymic fashion from object to object until it reaches an arbitrary end point, which is usually, at least in typical Hollywood films, the image of the successful romantic couple. The problem with the path of desire and the narrative that 13 Another variation on the equation of gardening with the submission to symbolic restrictions and official ideology occurs in Hal Ashby's Being There (1979) . In this film, Chance the Gardener (Peter Sellers) utters mindless bromides about gardening that the public perceives as genuine philosophical insights precisely because the requirements of gardening fit so well with the structure of ideology. 14 Christopher Nolan's Memento (1998) is perhaps the most celebrated of the films with a non-linear narration structured around a traumatic event, but this form is also developed effectively in films such as Gaspar Noë's Irreversible (2002) follows this path lies in its relationship to time and ideology. Desire operates according to an ideological conception of time: it always has more time to find its-perpetually missingobject. Insofar as the cinema places spectators on the path of desire, it encourages them to wait rather than to act, and this is perhaps its chief ideological function.
Meirelles doesn't just confound linear narrative for the sake of doing so or for the sake of creating an alienation effect in the spectator. Whereas a linear narrative can correspond to the metonymy of desire (seeking a new object after obtaining the desired object and finding it dissatisfying), such a form violates the structure of the drive. As Lacan puts it in his analysis of Freud's text 'Instincts and Their Vicissitudes,' 'The first thing Freud says about the drive is, if I may put it this way, that it has no day or night, no spring or autumn, no rise and fall. It is a constant force ' (1978, 165) . The path of the drive, in contrast to that of desire, does not advance toward a goal or toward completing its circuit. As Adrian Johnston puts it, 'drives come to enjoy the very failure to reach the impossible goal, whereas desire is permanently dissatisfied with the inaccessibility of its goal ' (2004, 372) . In this sense, the drive is consonant with the feminine logic of the not-all, while desire adheres to the masculine logic of the whole constituted through the individual exception. Justin begins the film-and his investigation into Tessa-as a desiring subject: he seeks the secret of her desire, what is in her more than her, her objet petit a. But the investigation pushes him off the path of desire and onto the terrain of the drive. As a result of what he uncovers, Justin gives up his belief in Tessa's secret desire that he might access and embraces the unrelenting drive of her political mission.
In the second half of the film, he abandons the path of desire and, like Tessa, becomes a politicised subject of the drive. No amount of intimidation by the British government or by the KDH pharmaceutical company deters Justin from his commitment to exposing the ideological fiction that they have perpetuated.
Even when the narrative of The Constant Gardener appears to advance in a traditional linear fashion, it follows the logic of the real rather than that of the symbolic. The scenes that
Meirelles includes do not so much advance the story as register the moments at which the real returns. In the first part of the film, these moments are almost always the result of Tessa's
insistence on exposing what the symbolic structure needs to keep hidden. The final scene of the film-Justin's death at the hands of a pharmaceutical company's hired guns-does not Though the brothers had banded together in order to overcome their father, they were all one another's rivals in regard to the women. Each of them would have wished, like his father, to have all the women to himself. The new organisation would have collapsed in a struggle of all against all, for none of them was of such overmastering strength as to be able to take on his father's part with success. Thus the brothers had no alternative, if they were to live together, but … to institute the law against incest, by which they all alike renounced the women whom they desired and who had been their chief motive for dispatching their father. (1955, 144) .
Society begins when the sons agree to a pact founded on the prohibition of women that requires exogamy. The murder of the father, in Freud's account, plays a crucial role in the founding of civilisation insofar as it paves the way for this prohibition. In Lacan's account, however, the name of the dead father, the master signifier, perpetuates another kind of murder. For Lacan, the onset of civilisation involves an act of signification. A master signifier emerges in order to symbolise what resists symbolisation and thereby acts as a barrier to the construction of the social order. This master signifier or S1 'is the signifier for which there is no signified, and which, with respect to meaning, symbolises the failure thereof ' (1998, 80) .
Through this act of symbolising the unsymbolisable, the symbolic structure includes its obstacle but at the same time radically transforms this obstacle. The failure of symbolisation becomes a mark of its success as it is represented by the master signifier. According to Lacan's conception, this act, not the murder of the primal father, founds society. Though it appears less violent than the murder of the primal father, signification itself, in Lacan's view, is a form of murder. The signifier does not just represent but actually replaces what it signifies; it becomes more important than its referent and comes to decide the fate of that referent. These competing ways of understanding the genesis of the social order both involve violence, but in each case the violence has a different target.
According to Freud, the murder of the primal father results in the exclusion of the woman as an enjoyable object: one can enjoy women but not the woman. Here, the violence concerns women only indirectly. But for Lacan the situation is quite different. By signifying the failure of symbolisation, the master signifier-and by extension the social order itselfperpetuates direct violence toward women. It constitutes the social order through the elimination of the space for feminine subjectivity, a subjectivity located at the point where signification fails. Lacan notes, 'A woman can but be excluded by the nature of things, which is the nature of words ' (1998, 73) . This foundational exclusion establishes the semblance of order and substantiality within society. Words and identities appear to have stable meanings; society seems to have a sense grounded in the very nature of the universe. But the problem is that the symbolisation of the failure of the signifying structure doesn't eliminate that failure, just as the symbolisation of feminine subjectivity cannot entirely keep it at bay. 15 Though its exclusion creates the social order, feminine subjectivity returns as the real that no civilization 15 The enjoyment associated with the feminine position is what the master signifier can't finally contain. As Colette Soler points out, 'there is a jouissance that is impossible to reach, but also a jouissance that is impossible to reduce ' (2006, 112) . The master signifier's attempt to symbolise feminine enjoyment necessarily fails to approximate it because the signifier cannot escape the limitations of sense itself. Tessa's insistence on refusing ideological explanations and consolations-the infinite nature of her subjectivity-that actually precipitates her murder. The empirical conditions are themselves contingent, but Tessa's death is necessary because of the position she occupies.
Her politicised subjectivity is incompatible with the smooth functioning of the symbolic power structure as it is currently constituted. Her very existence stands as a challenge to that structure, as a demand for a changed relation to the real that it represses. She indicts not just the symbolic institutions that perpetuate murder but also the subjects who invest themselves in these institutions. Through her, the possibility of a politicised subjectivity becomes visible and even exigent. Justin can accept death in the way that he does only because he becomes a politicised subject.
Justin makes no effort to hide from the henchmen of KDH seeking to kill him, and when they arrive at the spot where Tessa was killed, he shows no resistance at all and almost welcomes them, even though he knows precisely what their arrival portends for him. It is difficult not to see Justin's actions at the end of the film as suicidal. He patiently waits for death and almost seems to hope for it. But this would be a misreading. Justin neither tries to die nor tries to survive at the end of the film. He exists here in the jouissance of the drive, and, as Lacan notes, 'jouissance implies precisely the acceptance of death ' (1992, 189 Justin's actions at the end of the film make clear that opposite of the political passivity implicit in the ideological conception of time is not, as we might imagine, full activity. The political acts that both Tessa and Justin accomplish-and that the film enacts on the spectator through its narrative strategy-derive from another kind of passivity, a non-ideological passivity. To enact the politicisation that the film hopes to enact, spectators must submit themselves, as Tessa and Justin do, to the path of the drive. One acts through this submission, not in spite of it or outside of it.
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Though both The Constant Gardener and Being and Time critique the ideological relationship to time that conceives time as an infinite series of nows, the alternatives that they propose differ radically. For Heidegger, authentic temporality involves accepting one's constitutive finitude and being-towards-death. In this position, one constantly experiences the limit that time represents and comes to grasp the productivity of that limit. Existence itself becomes identical-and reduced to-the limits of finitude. In contrast, The Constant
Gardener sees the embrace of finitude as yet another version of the ideological relationship to time (or a failed attempt to escape it). By fully acceding to the limit of its finitude, the subject fails to see the possibility of transcending limits. The embrace of finitude misses, in other words, the infinite nature of subjectivity itself, which is the origin of the subject's political drive.
Ironically, authentic temporality, as Fernando Meirelles conceives it in The Constant Gardener, involves submitting to the timelessness of the drive. This does not mean that the subject evades death or the variegations of finitude by attaining eternal life. But it does lift the subject from the concerns of bare life or survival. The subject of the drive experiences the urgency of the moment not, as would be the case for Heidegger, because time is running out, but because such a subject cannot wait. Every moment provides an occasion for sustaining the path of the drive. The subject who adheres to this path immunizes itself to the ideological seductions that the Other presents. The drive is not seeking satisfaction but has already found
